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Housed now in the Natural Movement archives, the 'hundreds of dresses' preserved by Atkinson's acolytes reside in dozens of cardboard boxes neatly labelled, and tied with string.
2 Inside, delicately wrapped in tissue paper, lie bundles of costumes -many of them tunics and scarves but including patterned skirts, embroidered jackets, elaborate headdresses and masks. Other artefacts include a magnificent book of costume illustrations as well as photographs and press clippings that document the performance history of this early twentieth-century dance culture. In reflecting upon the absent bodies that might have brought these costumes to life, my own interest became piqued by the material traces in the costume details attached to lives that extended beyond the authorial claims of Miss Atkinson.
Recent performance studies scholars, such as Joseph Roach (1996) and Diana Taylor (2003), have discussed the intertwined roles of the archive and the repertoire, whereby the evidence of the past illuminates the oral, gestural and expressive performances, or 'restored behaviours', that belong to previous artistic practices, cultural events and memorials. In this chapter, however, I am interested less in retrieving the performative vocabulary of the costumes and more in considering what constitutes their material past; in order to understand how these objects constitute a network of interpersonal collaborations and production technologies. What seems significant is not the 'look' of the costume, or the 'how' of the textile and design principles, but the ways in which the 'stuff' of the costumes participated in construction of a 'natural movement' aesthetic claimed and adopted as Atkinson's unique innovation in modern dance.
By relocating these costumes into the cultural economy of British textile production in northern England, specifically Manchester, in the interwar period, I aim to consider what Paul Carter calls a 'craft environment'. I want to suggest that the very fibres of each dress, or the colours of each scarf, speak in this sense of an active weaving of different cultural strands, as 'the loom of multiplicity that unifies' (Carter, 2004: 15) . A craft environment consists therefore of a weaving process in which multiple strands of creative work, and social practices, form the warp and weft of invention, allowing a new artistic practice to come into being through the labouring together of hands and ideas. By examining the cut, texture and colour of these costumes, I will suggest that the dancing of the dresses, far from a solo invention, was a collaborative practice, involving new and appropriated design processes, as well as the forms of female labour, domestic and subaltern, which made the natural active within culture.
Undressing: the tunic reveals and the scarf speaks
There is little substantive literature on the use and representation of costumes in dance; however, art historians have written on how clothes represent the body in visual art. In Anne Hollander's seminal book, Seeing through Clothes, she writes: 'The picture the garments make on the body pleases because of its resemblance to a current ideal of shape, line, trim, texture, and movement ' (1993: 313-14) . Garments are therefore intricately linked to the representation of ideas about bodily form in characteristics which align closely with dance. While early black and white photography and film has led dance historians to theorize the elements of shape, line, and trim, as well as musical pattern, in the flowing figures of modern dance, the aesthetic properties of 'texture' and 'colour' have been neglected in movement analysis. The garments in the Natural Movement archive have evocative shapes, but their textures also provide formative information about the idealization of the body at different stages of the dance practice.
At the most elemental level of studio training and rehearsal, a Natural Movement dancer, whether child or young woman, wore a simple costume which consisted of (white) silk body-suit joined at the shoulder, leaving bare the flesh of arms and legs. For young women whose mothers
